In the following discussion, I set the Aphrodite of Melos within its original context: the world of a minor Hellenistic city and in particular its gymnasium. While previous scholars have described the statue as a timeless ideal of female beauty, they have paid insufficient attention to its contemporary appearance and function, and to its calculated response to earlier images and texts. The narrowness of previous research, and the advantages to be derived from a wider inquiry, justify my investigation * Thanks are due to Evelyn Harrison, Katherine Welch, R.R.R.
Smith, Sheila Dillon, and the editors and anonymous readers of A/A for their extensive and very helpful comments on earlier drafts of this paper; any errors are of course my own. Fig. 1 . Aphrodite, Melos, Louvre. (© Louvre, Dist RMN/P. Lebaude of a statue that is exceedingly wel well understood.5
The first of three broad sections reexamines written and visual accounts of the excavation of the Aphrodite of Melos to offer a full restoration and architectural context for the statue. The second section uses the insights gained from this reconstruction to analyze the statue as a well-preserved and attractive, but in many ways conventional, example of the Hellenistic reception of classical culture. The final section opens to a broader consideration of the Hellenistic gymnasium -the initially surprising, but in fact highly appropriate, setting for this retrospective sculpture -and its role in preserving the classical past.
Much more than an athletic facility, the gymnasium of the Hellenistic period became the preeminent educational and cultural institution of the Greek cities.6 It furthermore served, in an increasingly cosmopolitan world, to define the essential components of Greek identity. With its conservative architectural forms and classicizing sculptures, the gymnasium provided a fitting site for athletic, military, and intellectual practices inherited from the Classical period. It thus helped create a culture of reception and retrospection that shaped later responses to the Greek past, from Roman times to the present.
In combination, the three sections outlined above bring into focus the importance of the Aphrodite of Melos for an understanding of civic art and culture in Hellenistic Greece. Scholars of Hellenistic sculpture have often stressed the critical role played by new patrons, particularly the ambitious and fabulously wealthy Hellenistic monarchs, in creating styles and genres radically at odds with those of the classical past.7 The Aphrodite of Melos -a monumental statue of an Olympian deity, executed in a classicizing style and set up in the gymnasium of a minor polisexemplifies instead a different and often neglected aspect of Hellenistic art: its self-consciously retrospective quality, visible particularly in the public monuments of long-established Greek cities. When seen within this contemporary cultural and civic setting, the statue opens a window onto the rarely examined world of a traditional Greek city during a period of dynamic change. It demon-5 The bibliography concerning the Aphrodite of Melos is immense. The two major studies of the statue's context are more than 100 years old (Reinach 1890; Furtwangler 1895, 367-401 ) . The problem has been more recently though briefly treated by Corso 1995; Maggidis 1998; Ridgway 2000, 167-71;  Beard and Henderson 200 1 , 1 20-3. Works drawing particularly upon the archival sources include de Marcellus 1840 ; Aicard 1874; Vogue 1874; Doussault 1877; Alaux 1939; de Lords 1994. More recent works, which primarily discuss questions of style, include Charbonneaux 1959; Linfert 1976, 116-7; Pasquier 1985; Triante 1998 . The best modern discussion of the Aphrodite as a copy occurs in Niemeier (1985, 142-3) , again focusing primarily on style.
b For an introduction to the Hellenistic gymnasium, see Delorme 1960; cf. Moretti 1977. 7On Hellenistic monarchs and their role as patrons of art, see, e.g., Pollitt 1986, 19-46 ; see also Smith 1988; 1991, 19-32, 155-80, 205-37. Fig. 2 . Hand holding an apple, found together with the Aphr (© Louvre, Dist RMN/P. Lebaude) strates both the conservative tendencies of a Hellenistic polis struggling to maintain its ties to the classical past and -as the statue transformed its classical models in terms of style, iconography, function, and meaning -the gulf between that idealized past and the reality of the city's narrowly circumscribed present.
MELOS IN l82O: THE DISCOVERY OF THE APHRODITE
At the time of the Aphrodite's discovery in 1820, the small Cycladic island of Melos was officially still part of the Ottoman empire, but its internal politics -and, significantly, the dispersal of its antiquities -were also subject to the influence of France:8 French naval officers stationed on the island encouraged and recorded the excavation of the Aphrodite and its associated sculptures; a French diplomat, backed by his country's warship in the island's harbor, purchased the statue; and the French king, Louis XVIII, subsequently acquired the work and donated it to the Louvre, where it remains to this day. The modern history of the Aphrodite of Melos thus needs to be interpreted with the period's political background in mind. In addition, the popularity of the statue at the time, and its attribution to a fifth-century B.C. student of Phidias, the great Athenian sculptor, should be understood in relation to the French desire to build a national collection of ancient sculpture to rival that of Britain, after the British Museum's recent acquisition of the Elgin Marbles.9
Given the political circumstances attending the Aphrodite's discovery, it is not surprising that the written and visual sources for the statue's excavation are all French. Several have been recently republished, and all are worth examining in greater detail than is often done for the information they offer regarding the sculpture's context and restoration. The most important include the account published by the French naval officer, Dumont d'Urville (1821); correspondence regarding the find between the French consul on Melos, Louis Brest, the consul general of Smyrna, Pierre David, and the ambassador to Constantinople, the marquis de Riviere (written at the time of the discovery but not published until 1874); and the a of the comte de Marcellus, de Rivie (1840). 10 Of these, the letters are u temporary documents written by p with the discovery but giving only a fr ture of events rather than a coherent narrative. De Marcellus' discussion, written later, presents the view of one not directly involved with the excavation. D'Urville's account is near contemporary, though possibly elaborated for publication, and written by one who viewed the results of the excavations but was not present for them. In addition, two drawings exist. The first is by Olivier Voutier, a French sailor and amateur archaeologist who was present when the statue was discovered ( fig. 4) Using these sources, a tentative history emerges as follows: On 8 April 1820, a Greek farmer digging in his field began to unearth the Aphrodite.13 He was encouraged by Voutier to continue, and excavated the statue and the two herms depicted in Voutier's drawing (figs. 6, 7).14 The Aphrodite had been sculpted in antiquity in two main parts (upper and lower body) and doweled together. It was uncovered with these two parts separated, and with some smaller pieces of drapery and hair also broken off.15
It was drawn in this condition by Voutier. At the same time, two fragments, a left hand holding an apple and an upper arm, were also found (figs. 2, 3).16 These were assumed by contemporaries to be associated with the Aphrodite. Brest, on 12 April, wrote to David describing the discovery of the two herms and "Venus tenant la pomme de discorde dans sa main."17
The architectural surrounding in which the statues were found was subsequently destroyed, since 11 For an account of Voutier's life, his participation in the discovery of the Aphrodite, and excerpts from his memoirs, see Alaux 1939; de Lorris 1994; Curtis 2003, 3-9. 12 The drawing was done for the painter Jacques-Louis David, then in exile in Belgium (Pasquier 1985, 40) . 13 The date is given in a letter written three days later by a naval captain, Dauriac, who refers to the excavations. The letter is reprinted in Vogue 1874, 162 . For the circumstances of the discovery, see also Reinach 1890; Alaux 1939, 95-6; de Lorris 1994. 14 Musee du Louvre, inv. no. MA 405 (bearded) and MA 404 (unbearded) . 15 Pasquier 1985, 24. 16 The fragments are Louvre MA 400 (hand) and MA 401 (arm) ; on their discovery, see Aicard (1874, 176) In an influential article of 1890, "La Venus de Milo," Reinach discussed the context in which the Aphrodite of Melos was discovered, and the evidence this furnished for possible reconstructions.37
Examining the various contemporary accounts of the sculpture's discovery, he argued that the other sculptures and fragments found along with the Aphrodite were not a coherent group but were, instead, a later assemblage brought together in a post-Antique lime kiln and fortunately preserved.38 Although he admitted that early visitors described an architectural niche surmounted by the gymnasiarch's inscription, he concluded that the niche did not preserve an authentic ancient setting, and that the inscription had nothing to do with the statue.39 Furthermore, because d'Urville did not describe the inscription preserving the artist's signature, Reinach disassociated this signature from the Aphrodite, and argued that Debay's drawing was simply an imaginary reconstruction; if the inscription had in fact fitted the statue so well, he suggested, it would still be preserved.40
Reinach's theory that the Aphrodite of Melos was found in a lime kiln, and thus had no necessary connection to the sculptures and inscriptions with which it was found, left the statue without a context, date, or artist. This permitted Reinach to suggest his own dating, based on the style of the piece. He posited a date in the late fifth century B.C. and a sculptor who was a student of Phidias.41
Reinach also dissociated the hand holding the apple from the statue, admitting that while the marble was the same, and that it fit the scale of the Aphrodite "to a millimeter," the workmanship was far inferior to the rest of the sculpture.42 While he provided a history and critique of previous reconstructions, Reinach did not propose one of his own. The flaws in Reinach's argument are well exposed by the more thorough consideration of the evidence in Furtwangler's Meisterwerke der Griechischen Plastik gional centers, see esp. Linfert 1976, 116-7; Maggidis 1998; Triante 1998. 43 Furtwangler 1895, 367-78. 44 The hand fragment has yellowish weathering on the side of the palm, presumably upturned to display the apple. The lower edge of the arm (opposite the dowel end) has a slight crease, perhaps signaling the beginning of the elbow; it is in the area of this crease that the yellowish weathering is discernible. The bottom surfaces of hand and arm are paler and grayer, perhaps through more limited exposure to the elements. 45 E.g., the arm is 13 cm in width, comparable to the preserved portion of Aphrodite's right arm. was part of the same dowel visible on the left shoulder of the Aphrodite, although it did not join. This seems possible, given the oblong shape of both, the fact that they are located in the same part of the arm, and their size ( fig. 12 ). 46
Furtwangler consequently concluded that the statue should be reconstructed as an Aphrodite holding an apple, the most plausible hypothesis al-though by no means a certain on the apple not only with the Jud also with the name Melos.47
Furtwangler suggested, furthermore, that the sculptor's inscription recorded by Debay should indeed be associated with the Aphrodite. He adduced as evidence the arguments preserved in the comte de Clarac and quatremere de Quincy's early publications about whether the signature was original or a later replacement, which suggested that its connection to the statue was beyond dispute.48 He also considered that the inscription's disappearance was "only a proof of its genuineness," since it identified the statue as coming from the Hellenistic era and an unknown artist instead of a fifth-century student of Phidias.49 Since Debay's drawing showed a square hole in the plinth above the inscription, Furtwangler reconstructed the Aphrodite with her lower arm resting on a waist-high pillar, and her hand holding the apple facing palm up ( fig. 13 ).50
Recently Maggidis has reiterated the arguments in support of Furtwangler's hypothesis. He has drawn particular attention to the evidence offered by the statue's fragmentary base (e.g., the roughly carved surface of the diagonal left side and the dowel hole for the left foot, now filled in plaster) .51 He has also examined the flat front portion of the base, which is neither square with the other preserved sides nor as finely worked, and has proposed that here, too, an additional piece was added to complete the plinth.52 It is plausible, as Maggidis argues, that the Aphrodite had one or several attachments, which extended the statue forward to support the projecting left foot, and to the left to continue the line of the drapery. A support for the left arm would also be appropriate, since it seems to have extended away from the body, and no struts are preserved.53 However, Maggidis is less convincing in his argument that the base drawn by Debay best fits the statue's requirements.54 My own examination of the statue and the drawings of the base has led me to view this part of the reconstruction skeptically: first, because the base directly joins 46 Furtwangler 1895, 367; Saloman 1895, 23-4 . The dowel hole in the shoulder of the Aphrodite is approximately 6.5 cm long, while that in the arm is at its smallest 4 cm long. 47 Furtwangler 1895, 369, 381-2. Coins of Melos from the fourth to first centuries B.C. generally showed an apple on the obverse, so the connection was presumably familiar to contemporary viewers (Wroth 1976, 103-5, nos. 1-31 5 ) nor of the same base, drawn by Voutier as the plinth for a herm (here fig. 4 ) . He shows only Furtwangler's reconstruction (here fig. 13; his fig. 7 ). and styles such as neoclassicism.59 This is a reasonable interpretation of the available evidence but not an inevitable one. It is not clear, for instance, that the inscription refers to the statue, and indeed one might wonder why the image of a goddess, Aphrodite, would be dedicated to two gods, Hermes and Herakles.60 More broadly, scholars' focus on the possible Roman patron of the Aphrodite of Melos has tended to obscure the significance of its context. As Furtwangler argued, exedrae like the one in which the statue was found were often funded by gymnasiarchs, formed part of gymnasia, and were used for teaching or for the display of statues, as here. He consequently suggested that the statue was set up within the civic gymnasium of Melos.61 The statue's appropriateness for a Hellenistic gymnasium context and for its primary audience, the young Greek students and athletes in attendance, will be the central focus of attention here.
As has been suggested, Furtwangler's argument, based on close reading of the primary sources and 55 Hamiaux 1998 , 41. 56Aicard 1874 Furtwander 1895, 375. 57 The evidence for the restoration of the word agalma comes from a preserved diagonal slash at the beginning of the word, which Furtwangler (1895, 377) suggested was an alpha; the rest of the word is lost. 58Maggidisl998, 193-4. 59 E.g., Zanker 1974; Havelock 1995 (cf. Marvin 1996 ; Fullerton 2003, 108-12. supported by appropriate archaeological comparisons, makes the best use of the available evidence and is lent additional plausibility by more recent investigations. Further excavation, or the rediscovery of the lost inscriptions, might contradict it, but for now it stands as the most convincing reconstruction of the Melian Aphrodite appearance and context. Reinach's hypothesis of a lime kiln, by contrast, disregards contemporary accounts and unjustifiably brings together a heterogeneous collection of sculpture discovered at different times and in different areas. His attempt to remove the Aphrodite of Melos from its original context allows him to assign the statue to a more prestigious date and sculptor, and it may be suspected that this desire to link the statue with the illustrious fifth century influenced his interpretation of the archaeological evidence.
I use Furtwangler's reconstruction as the starting point for my own analysis of the Aphrodite of Melos and its transformation of the classical past.
To this I will now turn. before the sack of the city in 150 B.C. by L. Mummius, also suggest that the model was a Corinthian statue created well before the Melian one; on these terracottas, see Broneer 1930, fig. 45; Davidson 1952 , pl. 18.222. 64 Furtwangler 1895 ; on the Hellenistic variants, see Kousser 2001, 48-54. 65 As these examples suggest, the sculptor of the Aphrodite of Melos did not intend to create an entirely original work of art, but he did not simply copy a model either. Hellenistic sculptors were, of course, eminently capable of precise copying -a version of Polykleitos' Diadoumenos, executed ca. 100 B.C. on nearby Delos, furnishes a good exa recently discovered wall painting, which consistently show the goddess holding a shield in her outstretched arms. For the Roman statuettes, see Soles 1976, 43-58; for lamps, see Broneer 1930, 98-9, 192 ; for coins, see Edwards 1933, nos. 101, 175, 208 ; for the wall painting, see Gadbery 1993, 61-4 . On the type's original context, see Kousser 2001, 12-6 . 66 On the Forum Augustum statue, see Kleiner 1981; on the Victoria from the Column of Trajan, see, e.g., Wegner 1931, 62-72. 67 On the more than 300 Hellenistic and Roman versions of the Aphrodite of Capua type, see Kousser 2001. 68 The argument for the restoration of the Aphrodite of Melos is as follows: The right shoulder is lower than the left, and the remains of that arm pressed closely to the goddess' side. The arm seems to have been held in place by a tenon extending from the body at waist level; the hole for the tenon is still visible, though filled in plaster. Generally, in preserved copies of the Aphrodite of Capua type, the right arm crosses the body at waist level, directing the viewer's attention again towards the left side, and this also seems likely here. The position of the right hand is unclear. D'Urville states that it grasped the drapery at the waist, but he gives no evidence for this assertion (Aicard 1874, 176) . Furtwangler (1895, 382-3) suggested that it rested on the left knee, as the drapery was drawn up on this side, but although the surface of the knee is weath-ered, no breaks or remains suggest that a hand was attached to it. On the left shoulder, the oval dowel hole shows that the arm was worked separately and attached, and may be associated with the left arm fragment, as discussed above. Judging from the orientation of the dowel holes, the arm extended outward and slightly down from the shoulder (figs. 11, 12) (Saloman 1895, 23-4) . The hand was likewise doweled to the lower arm, although again the fragments do notjoin. The ring and little fingers wrap closely around the apple, while the others, originally extended, have been broken off (fig. 2) . The hand presumably rested on a support, perhaps a pillar, as in other Hellenistic half-draped statues of Aphrodite (e.g. , Mollard-Besques 1954-1986, 2: pl. 27b). In the case of the Aphrodite of Melos, a pillar might usefully have shielded the left side of the statue from close viewing; the drapery on this side is executed in a much more summary fashion than that of the right side, with broad flat swathes of fabric interrupted only by a few sketchy folds ( fig. 12) .
69 On the concept of the Hellenistic "baroque," see Pollitt 1986 , 111-26. 70 Pollitt 1986 . 71 Stewart 1990, pls. 503, 719-720 . On Aphrodite in the Hellenistic period, see also Neumer-Pfau 1982; von Prittwitz and Gaffron 1988; Havelock 1995; Zanker 1998 . 11 Maggidis 1998 ample73 -but this practice remains rather than the rule. More frequen treated earlier models in a contempor for instance, in the Hellenistic version Parthenos executed for the Library of or combined disparate sculptural pr a new synthesis, as in the statue group in Lykosoura.75 Appropriately, it is in well that we can trace the beginnings as a discipline, as theorists enuncia narrative for the evolution of Greek art and selected a set of artists as exemplary and canonical.76 Although the sculptor of the Aphrodite may not have followed such dicta consciously, the work is nonetheless a product of this receptive and scholarly environment, combining different styles of past and present to produce a recognizable, authoritative, and attractive image. with anything more luxurious than olive oil. In fact, she runs 120 laps around the race track beforehand (5.15-28) . Aphrodite, in comparison, exhibits a contrived beauty, primping before a mirror and rearranging her hair again and again (5.21-22) . 73 On the Diadoumenos and the evidence it provides for Hellenistic copying in the strict sense of the term, see Ridgway 1989 . 74Pollitt 1986 , fig. 171. 75Pollitt 1986 Holscher 1987, 62-3. 76 On the Hellenistic origins of the discipline of art history, see Holscher 1987, 62-3. The context of Isokrates' speech is also relevant here, since it was a declamation meant not for the law courts or council house but for an educational institution such as the gymnasium, where it served as an example of accomplished oratory. Encomia, like that of Isokrates, were widely popular, as is demonstrated not only by the well-known defense of Helen by Gorgias but also by a recently discovered school text found in a Byzantine codex that paraphrases the story as part of a rhetorical exercise.85
The rhetorical debates on the subject of the Judgment seen in Isokrates and other school texts must be understood within a broader historical framework. For students in a traditional Greek polis like Melos, political power and military success were increasingly off-limits, as Greece surrendered its autonomy first to Hellenistic monarchs, and then, by the mid second century, to Rome. Rule by foreign powers left Greek citizens a somewhat circumscribed sphere of action, one in which individual fulfillment through love might take on greater importance than it had previously.86 The Aphrodite of Melos embodied the attractions of such a choice for an audience -the young men of the gymnasium, of Paris' age and like him nearing the time of marriage -for whom her message was particularly apropos.
APHRODITE IN THE GYMNASIUM
Aphrodite, the goddess of a refined vated beauty, might seem an unusual p the gymnasium. Indeed, the idea that Aphrodite belonged within one has fr been questioned (e.g., by Jean Delorme theless, the statue can most plausibly structed within a gymnasium context, ac the preserved archaeological evidence. goddess' role as a protector of young m all, as their guide during the transitio hood via marriage and sexuality -help her presence here. The argument concerning Aphrodite's appropriateness in the gymnasium, it is argued, reflects modern perceptions of the goddess' role rather than ancient beliefs and practices. Aphrodite's sphere of influence was broader than most contemporary scholarly accounts indicate. 82Stinton 1990; for a discussion of possible earlier precedents, see Walcot 1977; for the Judgment and its rendering in art, see Hedreen 2001, 182-220 86 For the impact of these developments on the art of the Hellenistic period, see Zanker 1998 , esp. 548-51. 87 Delorme 1960 The archaeological evidence for the the statue strongly suggests that the A rated an exedra within the civic gy Melos. In addition to the gymnasiarch discussed above, sculptural finds from best explained as fitting within such a In 1891 a marble statue of a young bo covered in the area of the Aphrodit whereabouts are unclear, but its ap for a gymnasium is striking.88 So too after the Aphrodite was excavated, a m of Hermes was unearthed nearby by chant ( fig. 15 ). 89 A preserved inscrip name of the sculptor as Antiphanes, s of Paros, and this combined with ot evidence dates the sculpture to ca. 50 B of Hermes were particularly appropria sia, given the god's traditional depictio ful, athletic young man and his role a of the gymnasium.91 This one provide ing parallel to the Aphrodite of Mel classicizing version of a fourth century Hermes Richlieu), created by a scul pears to have specialized in such ret ages.92 As with the Aphrodite, the He the classical past to lend dignity and the image of the patron god of the gy But it is the herms found with the Ap most clearly indicate the gymnastic ch site. According to Cicero, herms were g characteristic and appropriate adorn "Academy," patterned after Plato's.93 evidence is bolstered by inscriptions an inventory of 156/5 B.C. from the g Delos lists 41 herms in marble, and five have been excavated from an exedra there.94 On Melos, one herm, drawn by Voutier and thus clearly discovered with the Aphrodite, shows an Archaistic bearded Hermes ( fig. 6 ) . It was appropriate for a gymnasium but not particularly distinctive.
The other two herms found in the exedra with the Aphrodite of Melos especially resemble those found in gymnasia because they have youthful, unbearded faces, rather long wavy hair, and distinctive, almost portraitlike, features (figs. 7, 9) . One has an unusually broad forehead and thick neck.
The other has deep-set, irregularly placed eyes (the 89 Berlin Antikensammlung, inv. no. K237 (Blumel 1938, 23-4) .
90Rubensohn 1935,52-3.
91 On Hermes as patron deity of the gymnasium, see Delorme 1960 , 338-9. 92Rubensohn 1935 Alt. 1 .9. For a useful recent review of herms and their connections to gymnasia, see Wrede 1985. 94 The inscription is ID 1417; for the herms excavated from room G, see Michalowski 1930. hair, headbands, and portraitlike features. Another youthful herm, found in the Gymnasium of Amphipolis, shows the widespread popularity of such images in gymnasia.95 A herm from Rhamnous, similar to these but even younger in appearance, with a slim, boyish torso and soft face, contains a dedicatory inscription by the ephebes of the Erechtheid tribe after their victory in a torch race.96 Although the herm presumably represents Hermes, the god is envisioned in the likeness of the youthful athletes, with the fillet of a victor and a portraitlike square face and swollen ear.97 Analogous dedications by athletic victors have been found on herm bases in Delos, although the herms themselves are not preserved.98 The archaeological and epigraphic evidence, then, suggests that youthful herms were particularly appropriate for a gymnasium setting, and that they were probably dedications of athletic victors, divine but assimilated to their mortal patrons.
Finally, the other civic buildings of the area fit well with a reconstruction of the site as a gymnasium ( fig. 16 ). Near the fmdspot of the Aphrodite are the undated remains of a stadium, with a polygonal retaining wall and steps or seats for spectators. Also nearby was a theater, probably originally Pirenne-Delforge has suggested that the goddess Hegemonia, invoked by Athenian ephebes in their oath, was Aphrodite in her role as guide for these mortal young men, as for mythological heroes.102 Elsewhere, as was likely at Symi Viannou in Crete, Aphrodite was connected to Hermes in initiatory contexts in which both deities cared for youths.103
Aphrodite's connection to youths, athletics, and marriage is most cogently expressed in the myth of Hippomenes and Atalanta. When Hippomenes prays to Aphrodite for assistance in his race against the invincible girl athlete Atalanta, she brings him three golden apples, which he throws off the path to distract his rival in the race. Hippomenes wins and therefore marries Atalanta. Both partners have made the transition to adult sexuality through the intervention of Aphrodite.104
The cults and myths detailed above show that Aphrodite had, in fact, a natural role within the gymnasium. Her presence in that institution on Melos has been disputed, I would argue, because of contemporary scholarly preconceptions rather than an open-minded evaluation of the available evidence. In particular, scholars have based their analyses upon an understanding of Aphrodite's literary persona and not her role in cult. This is prob-95 For the Amphipolis herm, see Mylona 1982 . 96 /Gil2 3105. On the herm and the inscription, see Palagia and Lewis 1989; for a new, more extensive publication of the inscription, see Petrakos 1999, 84-5, no. 98. 97 On the portraitlike qualities of the Rhamnous herms, see Harrison 1965, 126. 98 For the Delos herm bases, see Jacquemin 1981. "Cherry and Sparkes 1982, 56. 100 Hellenistic gymnasia, esp. those of the second century B.C., are often set up near stadia in the "cultural center" of the town (von Hesberg 1995, 17) .
101 Pirenne-Delforge 1994 , 35-8. 102 Pirenne-Delforge 1994 Hegemone is a goddess of civic government, perhaps a savior in political and military contexts. For this interpretation and a discussion of a monumental Hellenistic statue likely associated with the altar, see Harrison 1990 . 103 Pirenne-Delforge 1994 As with the "marriages" of Paris and Theseus, Aphrodite's intervention does not result in a long and happy married life. Hippomenes fails to thank the goddess adequately, and he and Atalanta are turned into lions. On the literary and visual sources for the myth of Hippomenes and Atalanta, see Gantz 1993, 1:335-9. As the example of Theseus shows, however, an unfortunate outcome in myth does not necessarily discourage a cult based on the situation. adequately reflected her many spheres of influen in Greek religion.105 For example, while her co nection to desire and sexuality is universally knowledged, she also served as a goddess of marriage, of political harmony, of fair sailing, and of the defense of her chosen city in times of war.106
In the Melos gymnasium, the statue of Aphrodite embodied the delights of love and marriage for an audience of young men particularly attuned to such matters. But the image also spoke to broader concerns. In evaluating the statue's appeal, it is useful to consider in greater detail this audience, the conditions under which they viewed the Aphrodite, and the expectations fostered by the place of viewing. 108Moretti 1977, 475; on the alumni groups in particular, see Rostovtzeff 1941 Rostovtzeff , 1058 . The epigraphical record suggests that, although in some cases primary education might be provided for both girls and boys, the more advanced academic subjects offered in the gymnasium would be largely restricted to the elite male population. On the subject of girls' education, see Moretti 1977, 482; Cribiore 2001, 74-101. 109 On the development of the Hellenistic gymnasium as an architectural form, see Delorme I960: von Hesbers 1995.
110 Rostovtzeff 1941 Rostovtzeff , 1059 Delorme 1960, 337-61; Moretti 1977, 478-89; Giovannini 1993, 271; Gauthier 1995 , 7-10. 111 Gauthier 1995 112 On the athletic training offered by gymnasia, see esp. Moretti 1977, 481. 113 Moretti 1977, 477-82; Gauthier 1995, 4. These activities took place at a site whose architectural form evoked the grand civic spaces of the classical city. The entrance was a monumental gateway, often set off with steps, columns, and a pediment in the manner of a conventional Greek temple ( fig. 17) . arms, and erect phalloi. On Melos, the bear herm, whose classicizing features suggested rev ence due to his antique cult, was juxtaposed wi sculptures bearing up-to-date portraitlike ima that probably resembled the athletes who dedicat them (figs. 6, 7, 9) . In other gymnasia, statues benefactors round out the picture. These might b local worthies whose pose, costume, and expr sion stressed their ties to the past, or Hellenis monarchs depicted in a novel and heroic manner.1
To sum up, the audience, function, and visu form of the Hellenistic gymnasium made view there particularly receptive to the Aphrodite Melos, in terms of both its appearance and of message. The statue represented the delights love for an audience of youthful male viewers ne ing the age of marriage. Examining the statue its mythological referent, these young men co recall the varying interpretations of Paris' cho put forth in the texts they studied, from Hom 115 On the use of Homer in education, see Delorme 1960, 318; Walbank 1981, 182; Morgan 1998, 219-20; Cribiore 2001, 194-7, 204-5 . Isokrates disdainfully mentions instructors teaching Homer and Hesiod in the lyceum gymnasium in Athens (Panath. 33). Pliny mentions the statues of ephebes as Achilles CfflV 34.5.10).
116 Lists of books donated by the ephebes attending the Ptolemaion gymnasium in Athens probably include both Homer's Iliad, and works by Euripides (Delorme 1960, 332 ; /Gil2 1041.2). On the library catalogue atRhodes, see Delorme 1960, 331 ;  for another library catalogue of historical authors, at Tauromenion, see Yegiil 1992, 427 n. 54. 117 A second-to first-century B.C. inscription from Eretria commemorates the endowment by the gymnasiarchs of chairs in, among other things, Homeric philology (/GXII.9.235, lines 10-12) . On the difficulties Homer's language presented to later readers, see Cribiore 2001, 142, 204-5. 
